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My freedom is the unique foundation of values. And 
since I am the being by virtue of whom values exist, nothing--
absolutely nothing--can justify me in adopting this or that 
value or scale of values. As the unique bases of the exist-
ence of values, I am totally unjustifiable. And my freedom 
is in anguish at finding that it is the baseless basis of 
values (11155-56). 
Jean-Paul Barte 
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CHAPTER I 
THE PROBLEM AND DEFINITION OF TERMS USED 
I. THE PROBLEM 
Statement of the Problem 
It was the purpose of this studys (1) to examine, 
through visual and written form, the process of externaliza-
tion--the painting process, and (2) to, as objectively as 
possible, analyze the paintings, as objects, that are 
separate from the self of the artist. 
Importance of the Study 
It is helpful for the perceiver to understand the 
intentions of the artist. This understanding eliminates 
preconceptions that the perceiver may have concerning the 
basis (subject-matter) and the purpose (content) of the 
paintings. The preconceptions of the perceiver act as 
blocks to the experience that is presented in each painting. 
Thus, these preconceptions are blocks to the assimilation 
and its resultant understanding of what is presented in a 
painting. In this study an attempt will be made to des-
cribe the basic factors that influence the artist and to 
explain the intentions of the artist, in relation to the 
perceiver. 
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II. DEFINITIONS OF TERMS USED 
Innate Limitations 
The limitations within the individuals his cells and 
total chemical make-up, that are the structures of potential 
being. These structures of potential being are the deter-
mining factors of how and to what degree of intensity the 
individual will interact with the environment. 
The innate limitations are relatively fixed and 
stable, but they are capable of being intensified and 
enhanced through the change in the chemical :lnteraction within 
the individuals through sensory deprivation, fasting, self-
hypnosis or by the introduction of external chemical agents 
that temporarily alter the sense perceptions of the environ-
ment. 
Emphatic Contrived Limitations 
The limitations of pre-established structures of 
communication: written, verbal, and visual. These structures 
of communication are incorporated by the self-harmony of the 
individual to give external form to self-harmony with the 
ultimate purpose of communicating with other human beings. 
They have no set rules, laws, or force, except within their 
own inter-relationships. 
Self-harmony 
Individual harmony that is based upon the constant 
interaction and change between the innate limitation of the 
individual and the environment, including its contrived 
limitations. 
Individual harmony is primarily based upon and derived 
from other human beings, including their externalized self-
harmony: feelings, and its externalized forms. It is the 
sum of all interactions between the individual's innate 
limitation and the environment, whether this interaction is 
elicited from the past or the present by any of the forms of 
communication: written, verbal, or visual. Individual 
harmony is the basis for change in the individual and for 
the resultant change in the environment that is created by 
the individual. 
CHAPTER II 
BACKGROUND TO THE STUDY 
I. INTRODUCTION 
The background of the study is based upon purely 
subjective feelings. Painting is an individual pursuit 
based upon individual experiences; there is little to rely 
upon other than the self. 
All art is a product of this individual interaction 
with the environment through self-harmony or external 
harmony. The environment is the foundation of all self-
harmony. It includes an unending number of material objects, 
including people and ideas from the past and the present. 
Due to the infinite number of these objects and 
ideas within the environment, many have no personal meaning 
due to their lack of relevance to the individual's existence; 
many are not available to be sensed and possibly incorpora-
ted into the individual's existence. Even if these factors 
were non-existent, the limited time and ability for the 
individual to comprehend everything in the environment would 
be the determining factor. 
For the individual to survive in the environment, he 
is required to find or create harmony--a free order, out of 
the chaos and constant flux of the environment. As the 
environment defines the individual, the individual defines 
the environment. He selects from the environment things that 
are needed for his survival and well-being, within limita-
tions placed upon the individual and the limitations within 
the individual. The result of these limitations is self-
harmony. 
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Against that positivism which stops before phenomena, 
saying "there are only facts," I should say: no, it is 
precisely facts that do not exist, only interpretations 
• • • ( 2 14 58). 
The interaction, between the innate limitation and 
the environment, that contains the contrived limitations is 
the foundations from which the life and work, or life-work: 
self-harmony, in the individual is formed. 
Life and work is the separation of what an individual 
does for a living "truth" and his life: self-harmony. The 
work, that he performs, is just a means of existence without 
any meaningful relationship to his self-harmony; his real 
reason for working and existence. 
In life-work there is little separation between the 
work performed and his life. His work stems from his life 
and his life is enriched by his work; both are manifestations 
of the same self-harmony. 
This interaction, communication, between innate limi-
tation and the environment including its contrived limita-
tions is subjective, because of the assimilation of sense 
perceptions by the innate limitation of the individual. 
These assimilated sense perceptions of the environment are 
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converted into meaningful and relevant experiences by the 
innate limitation and become self-harmony. 
One becomes oneself and brings the other to himself 
in thus opening oneself to him. For this communication 
is not the sharing of what is in common but insistence 
upon the authentic singularity of each. It is therefore 
conflict, but a 'loving struggle,' the struggle of 
beings who recognize themselves as united but have as a 
condition of their reality to assert and maintain their 
difference and to question and challenge themselves and 
each other. The truth of each is the truth of himself 
and for him there is no alternative, his uniqueness is 
a vital assimilation and affirmation which is his alones 
there is no other truth, but there is the truth of 
others (1157). 
II. SELF-HARMONY 
Self-harmony is based upon the constant interaction 
of the individual's innate limitation and the environment, 
with its contrived limitations. 
The innate limitation and its sense perceptions of 
the environment are the source from which self-harmony is 
established within the individual. As the source of self-
harmony, the innate limitation determines the degree of 
intensity that the sense perceptions will be received and 
expressed by the individual. The very process of receiving 
and ·expressing requires that the individual will reorganize 
and adjust to the environment. 
our senses are not self-contained recording devices 
operating for their own sake. They have been developed 
by the organism as an aid in properly reacting to the 
environment. The organism is primarily interested in 
the forces that are active around it--their place, 
strength, direction. Hostility and friendliness are 
attributes of forces. And the perceived impact of 
forces makes for what we call expression (J:4JO). 
The reorganization of and the adjustment to the 
environment requires the individual to assign, consciously 
or unconsciously, an importance to certain objects, ideas, 
and events with personal meanings such as feelings. Every-
thing that is accepted must be accepted on the conditional 
bases of change. 
Reality is an unanalysable subject-object relation-
ship, the individual components of which are quite 
unascertainable and unthinkable independently of one 
another. We change and the world of objects changes 
with us. statements about natural and historical 
happenings, which may have been true a hundred years 
ago, are no longer true today, for reality, like our-
selves, is involved in a process of constant movement, 
development and change, it is the sum-total of ever 
new, unexpected, chance phenomena, and can never be 
considered finished (4:22324). 
The interaction between the individual's innate 
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limitation and the environment is subjective. Self-harmony: 
the result of this interaction is also subjective, but this 
does not eliminate the importance of trying to understand 
other individuals, for the other individual is the reflection 
of ourselves. The only way to understand another is to be 
what we are ourselves, with the hope that the other will be 
what he is, not what others expect him to be. 
Self-harmony is alterable and the greatest alteration 
comes between individuals that are not confined to their past 
experiences, but who are flexible and open to new experiences 
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regardless of how readily these new experiences relate to 
their past. The immediate effect of this open and flexible 
experiencing is an alteration of individual self-harmony that 
ultimately results in some degree of understanding. But, the 
understanding is never complete because a gap exists between 
what is presented by one individual (based upon his innate 
limitation's interactions with the environment) and what is 
experienced by the other individual who has a different 
innate limitation and resultant interactions with the envi-
ronment. But before there is any understanding, there has 
to be an external sign of self-harmony. 
III. THE EXTERNALIZATION OF SELF-HARMONY 
As self-harmony is non-physical, there is a necessity 
for the artist to find a means of externalizing feelings, so 
that there can be an interaction with other human-beings. 
The means of externalization, in painting, is the 
plastic elements: line, form, color and texture; these all 
exist as a part of the environment. The artist uses the 
appropriate plastic elements and their relationships, the 
created, which states his self-harmony. 
The plastic elements in a painting are not used as 
representations of the external environment but are the 
means of externalizing, not objects, but feelings through 
their relationships. 
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The feelings, the non-physical, of self-harmony are 
externalized through the plastic elements and their resultant 
relationships into the externalized self-harmony, a painting. 
They are no longer complete separate feelings, of specific 
external objects, but are composite non-specific feelings of 
the constantly changing self-harmony, of the individual's 
total life. 
There is no clear-cut distinction between emotional 
and nonemotional behavior, nor are there any sharp lines 
of demarcation between one emotion and another, for the 
human emotions blend into one another like the colors of 
the spectrum (5:145). 
The painting process, that is the process of creating 
relationships of plastic elements, is an extension of/and an 
externalization of the self-harmony of the individual. It 
is an extension of self-harmony, in the sense that, while the 
artist is painting, he is constantly meeting unique situaticns 
(intentional relationships often create unintentional rela-
tionships), that are established during the painting process, 
the present. The present widens and alters the past. The 
artist is never completely able to externalize his self-
harmony, because even the process of externalization alters 
what is finally externalized. 
Because of these constant alterations, the artist is 
unable to set specific limitations. His mind is in a con-
stant state of flux, with a nucleus of ideas: feelings, that 
are more or less resolved1 self-harmony. surrounding the 
nucleus, are unresolved ideas: the ever new sense percep-
tions of the environment, that are constantly changing 
relationships. The change of relationships within the 
environment requires the individual artist to create new 
relationshlps of feelings and their resultant symbols of a 
painting. 
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The completed painting is externalized self-harmony 
that is based upon the innate limitation's interaction with 
the environment. 
IV. EXTERNALIZED SELF-HARMONY AND ITS PURPOSE 
Everything created by human beings has a purpose; the 
general purpose is to create interaction between that which 
is created and that for which it was created: other human 
beings. 
The purpose of the externalization of the artist's 
self-harmony is to make the non-physical: feelings, into 
the physical: symbols of feelings, a painting, so that the 
perceiver will have a physical symbol of feelings, in which 
to interact. The individual perceiver interacts with the 
painting and receives a semblance of the artist's self-
harmony. All interaction results in some degree of under-
standing, but all understanding is in a generalized category 
and is dependent upon the environment; how and to what 
extent the individual perceiver's innate limitation interprets 
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the environment. What is understood is the result of the 
artist's physical symbols of feelings interacting with the 
perceiver's own non-physical feelings: self-harmony. The 
perceiver's self-harmony is the final determining factor to 
the resultant understanding and alteration of his self-
harmony. 
Art is the communication of human experience and is, 
therefore, subjective: what the artist expresses 
cannot be evaluated objectively. The spectator, or 
critic's, experience of the work is also subjective 
(6:139). 
The symbol of feeling, a painting, can be accepted or 
rejected by the perceiver; it needs no external force to 
maintain its integrity; it exists as itself. 
V. PROGRESSIONS IN EXTERNALIZATION OF SELF-HARMONY 
Although the artist's self-harmony is undergoing 
constant change, the change (as exemplified by his paintings) 
from one painting to the next is not, usually, abrupt. The 
change is fairly slow, consistent progression from the 
objective representation of the environment to a non-objec-
tive style of painting, that has its basis on life experi-
ences of the environment. 
When a person first begins to draw and.paint, his 
objective, usually, is to copy objects as they are seen in 
the environment. His main purpose is to observe the objects 
and study their proportions, natural color, texture, and the 
way that light falls upon the objects. In other words, to 
draw and paint them, mechanically, as he sees the objects 
in the environment. He is not expressing anything; he is 
just recording. 
The rendering of reality existing and remaining 
outside of us is not art. It has not and cannot have 
any value as art. It is not and cannot be anything 
more than a blind imitation of nature and therefore 
a mere material reproduction. Matter must be worked 
on by the mind to attain lasting form (7:JJO). 
After the recording phase is finished, the artist 
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extends his boundaries. He begins to realize that mechani-
cally copying objects is meaningless. Objects are just 
objects without any integral meaning of their own. The 
meaning: feeling, is in the artist. To express this mean-
ing, self-harmony, the artist must use the externalized 
language of feeling--the plastic elements: line, color, 
form, and texture. He shifts these elements, that were 
derived from the objects, around on the canvas, until, there 
is a harmony of elements. This harmony is established by 
the intentional or unintentional distortion of the objects, 
to create the harmony. He may alter the proportion, color, 
or add elements of objects, that are not actually contained 
among the objects that he is painting • 
.All the time that the artist is painting, he is becom-
ing more aware of form, line, color, texture, and their 
created movements and relationships and their inter-relation-
ships: composition. 
When the artist has gained a considerable visual 
vocabulary of forms, lines, colors, textures, and the 
created movements and relationships of these elements, the 
physical objects, soon become relegated to a secondary 
position. They are a means of departure. 
The form of the object must first fuse with the 
spirit, after which the mind transforms it in various 
ways. The spirit, to be sure, has no form: yet that 
which moves and transforms the form of an object is 
the spirit (8:39). 
As the artist continues to paint, he receives new 
forms that are specific combined relationships of plastic 
elements from other forms that are not directly taken from 
the environment. These forms could be from a relationship 
established previously in the same painting or in another 
painting. 
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Just as the artist began by copying objects directly 
from the environment, he becomes progressively more selec-
tive, more sensative to the choice of forms, lines, colors, 
and their relationships. The emphasis, now, is upon forms 
and the relationship of forms, that were non-existent in the 
environment before the painting was completed. 
The painting becomes an extension of the environment 
and a concrete form of the new self-harmony, to the perceiver. 
It becomes another object in the environment and an influence 
in changing the self-harmony, previously expressed--externa-
lized, by the artist. 
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The paintings become non-objective. They are no 
longer mechanical copies of the environment, but interpreta-
tions of feelings from life experience. The artist, now, 
paints without any preconceptions, for he is using all his 
knowledge from past experiences: self-harmony, that is 
derived from the interaction of innate limitation with the 
environment through his sense perceptions. The artist's 
feelings cannot be separated from the plastic elements and 
their relationships, for they are the integral foundations 
of the externalized language of self-harmony and the integral 
message in a painting. 
He is not saying anything, not even about the nature 
of feeling; he is showing. He is showing us the 
appearance of feeling, in a perceptible symbolic pro-
jection; but he does not refer to a public object, such 
as a generally known "sort" of feeling, outside his 
work. Only in so far as the work is objective, the 
feeling it exhibits becomes public; it is always bound 
to its symbol. The effect of this symbolization is to 
offer the beholder a way of conceiving emotion; and 
that is something more elementary than making judgments 
about it (9:394). 
CHAPTER III 
PROCEDURE OF THE STUDY 
The previous chapter, The Background to the Study, is 
the foundation upon which this chapter is based. This 
chapter involves the physical procedure of the externaliza-
tion (the painting process), that has its basis upon the non-
physical self-harmony. 
I. THE GENERAL PROCEDURE OF STUDY 
The artist begins with plastic elements: lines, 
forms, and colors, that are the external language of feeling. 
These plastic elements are derived, originally, from the 
environment. 
Line is, usually, the first plastic element used in a 
painting. It breaks up the area of the canvas and offers 
suggestions of how the other plastic elements will be used 
in a painting. These plastic elements are placed upon the 
canvas and a relationship is established. New lines and 
colors are introduced creating new areas that alter the 
previous relationships. It is very seldom, if ever, that 
there is only one relationship, but, usually, multi-rela-
tionships within a painting. 
Each area is created by a specific relationship of 
elements, but it is not the total painting and must be inter-
related with the other areas within the painting, to create a 
total inter-relationship of relationships: the composition. 
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There is, also, within a painting dissonant elements 
and their relationships. From these dissonant relationships, 
the painting maintains its feeling of unity and force. 
There cannot be any harmony or free order, unless there are 
the dissonant elements that add the contrast or energy to 
the harmony: "Life, being an energic process, needs the 
opposites, for without opposition there is, as we know, no 
energy (10:142)." Nothing is less desirable and impossible 
to achieve, than a totally related painting or life 
experience. 
The painting process begins without any specific pre-
conceived ideas. The only precondition is to begin by 
establishing lines, forms, negative and positive colored 
areas, with the final purpose of establishing relationships. 
Random lines and colored areas are painted on the 
canvas. New areas are added in relation to the first areas. 
More lines are drawn, to define or to break-up large areas. 
The unsuccessful areas and lines are repainted or wiped out 
with a rag dipped in turpentine. 
Strong contrasted areas determine whether an area 
will be positive or negative, or equal and ambivalent. When 
this is established, the other colored areas will follow in 
a logical sequence, according to whether it is a positive, a 
negative, or an ambivalent area. In many cases the positive 
area becomes the negative area, and the negative area 
becomes the positive area. 
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The positive areas are established by the juxtaposi-
tioning of warm color (usually positive), against cool 
colored areas, or high intensity areas (that are positive), 
against low intensity areas. Sometimes, the positive areas 
become negative, because they are of lower intensity than 
the negative areas. 
The purpose of line in the painting process is to 
suggest a beginning, to accent specific areas, to hold 
strong contrasting areas together and/or to define form. 
Implied line: the line established by the juxtapositioning 
of two contrasting areas, whether of color or value, is 
generally used as a means of establishing directional move-
ments, from one area to another area, within a painting. 
These directional movements help to unify the painting. 
Deep illusionary space is not the artist's concern 
in the present study. The shallow space, that is esta-
blished by the juxtapositioning of color areas, is an 
incidental occurrence. Color relationships, area relation-
ships, implied movements, and two-dimensional spatial 
tensions are of a greater importance in the paintings. 
Du.ring the painting process, the painting will 
progress intuitively from the random plastic elements into 
a coherent, unified painting without extra conscious 
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thought. Sometimes, the random plastic elements in a 
painting reach a point of total disorganization. Here is 
where the artist is forced to stop painting, step away from 
it and merely look at the painting until he decides upon a 
possible solution. 
In his (the artist's) daydreamlike nonfocused "stare" 
he can view and comprehend the entire structure of his 
work at a single glance. Although his "stare" blurs out 
the definition of single form elements he is able to 
relate every detail to the whole and detect the slight-
est flaw. To correct the flaw he may concentrate his 
focus on it and refashion it under the guidance of 
remembered over-all vision (11: 47). 
The process of painting contains no positive or 
certain solutions; it is based upon trial and error, along 
with intuition. Intuition is the most important mental 
element in the painting process. Its basis is past learning 
situations of similar problems and the successful solving of 
these problems. But, each painting is unique and a previous 
solution may not fit the present painting. Each painting 
has its own inter-relationships. 
The/artist had, at the beginning, planned on keeping 
a record of the order and completion of the paintings that 
would be presented in the thesis. But, it was soon dis-
covered that this record would be impossible to maintain. 
The artist began with three blank canvases, painting as much 
as could be done on one, then putting it aside and beginning 
another, and so on. The reason that this was necessary was 
due to the media of oil paint, that is slow in drying. The 
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slowness of the oil paints in drying required the adding of 
new canvases at each painting session. During the painting 
session, there was a constant changing of canvases from a 
freshly painted canvas to a dry canvas until all the canvases 
had been worked upon and could not be painted on any more 
due to the wet oil paint. 
As the study progressed, five or six paintings were 
being worked on simulataneously until with the constant 
addition of new canvases, seventeen paintings were being 
developed at one time, in various stages of completion. 
Gradually, some of the paintings were completed, thus elimi-
nating the number that were still to be worked upon, until, 
finally, ~11 the paintings were completed. 
The criteria, by which the paintings were considered 
complete, was the feelings of the artist, his self-harmony. 
II. THE SPECIFIC PROCEDURE OF STUDY 
While the previous part of this chapter presented 
general statements about the procedure, it lacked any visual 
confirmation to accompany it. This part of the chapter 
tries to approach the explanation of the procedure by the 
incorporation of a series of photographs, that visually show 
the procedure and development of a specific painting. 
The painting process began with a series of lines 
that broke up the areas of the canvas. These lines were 
derived from immediate objects or remembered objects. 
FIGURE 1 
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In this ph otograph , colored areas are a dd e d as sug -
gested by the lines. During the first stag es of painting, 
there is very little from which to establish relationships. 
Only after the initial drawing and painting of areas is 
there a basis f rom which to begin to establish relationships. 
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FIGURE 2 
More areas are added, plus a continual break-up of the 
larger areas; a light green checkerboard pattern is added to 
the darker green area above the red cross. The purpose of 
this addition was to bring the darker green area, that receded 
too much, farther forward so that it would relate better to 
its surrounding color values. 
On the right side of the painting, the red area is 
broken-up by a zig-zag green pattern, that is in relation to 
the existing yellow-ochre zig-zag area to its left. The 
addition of the green in relation to the red creates a more 
interesting and active area that is due to the juxtaposition-
ing of the complementary colors and the movement of the 
zig-zag pattern. 
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In the lower left-hand corner, lavender and purple 
areas are added. They are of similar value to the existing 
greenish cqlored area. 
FIGURE 3 
Plus the alteration of color, the right half of the 
painting is completely changed by redrawing over the exist-
ing areas and painting new areas over them. The reason that 
this was done was to break-up the monotonous rectangular 
relationships that were established along the upper half of 
the painting; also, to eliminate the dominant circle on the 
mid-right-hand side of the painting. 
In the lower left-hand corner, the purple and 
lavender areas were repainted with a blue that related to the 
existing green in value. It made the blue, in the middle 
left, recede in relation to its surrounding color areas 
and, also, in relation to the new blue area in the upper 
middle of the painting. 
FIGURE 4 
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The alterations in Figure 3 were much more successful 
than the alterations in Figure 4. The upper right half of 
the painting was still lacking something; what was lacking 
was just a development of what existed, but at the time that 
the painting was done. This was not realized. Instead of 
developing that which existed, the area again was redrawn 
and repainted. 
The right-hand edge, with its zig-zag pattern, was 
altered with a mid-value green that broke up the right side 
of the painting into three equal rectangular areas. Instead 
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of having one vertical area with a directional movement from 
the top of the canvas to the bottom of the canvas, it would 
be divided into three equal rectangles with their horizontal 
edges counteracting the dominant vertical movement. 
FIGURE 5 
While the left half of the painting remains the same 
as it was, since Figure J, the right half continues to be 
redrawn and painted. This heavy and over-worked area of the 
painting is improved by the elimination of the dark blue area 
and its accompanying black lines; in their place is added 
an unrelated red area, The mid-right part of the painting 
continues to look stiff and over-worked, 
25 
FIGURE 6 
The red areas are brought farther forward by the 
addition of orange to the red. The blue areas are also 
intensified to balance with the red areas. Above the red 
cross. the large checkerboard area is altered with the 
same blue so that area would relate with the rest of the 
painting. On the right half. more of the heavy black line 
is painted out. However, the areas in the upper mid-right 
are still awkward and stiff. 
FIGURE 7 
Finally, the left half of the painting is altered; 
the blue areas, on the bottom half, are repainted with a 
similar yellow-orange that was used in the upper half of 
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the painting. This yellow-orange structurally anchors the 
smaller areas that were previously floating in the blue area. 
In addition to the yellow-orange, a green area is also 
added on the right side of tne painting that is similar to 
the other green area in value. This similarity of color 
and value help to relate separate areas within the painting. 
The painting again is beginning to relate as a unit. 
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FIGURE 8 
Not realizing that it was the blue area on the right 
half of the painting that should have been altered, the 
yellow- orange areas on the left were painted over with a 
middle value green. The purpose of this addition of mid-
value green was to relate the left half of the painting to 
the blue areas on the right, and in doing so inter-relating 
the blue and green checkerboard area and the mid-value green 
area near the right edge of the painting. 
The mid- value green did not relate with the blue area 
on the right half of the painting. Due to their value con-
trast, these two areas were further separated. The mid-value 
green areas destroyed the relationship between the yellow-
orange area and the red areas , thus isolating the red areas. 
FIGURE 9 
The isolated red areas, within the mid- value green 
area, would have to be structurally anchored, so that they 
would no longer float, unattached and unrelated to their 
surrounding areas. The structural anchoring of these red 
areas was accomplished by the elimination of the mid- value 
green with large areas of red - orange. These red-orange 
areas were anchored to the sides of the painting creating 
a stable composition. After these red-orange areas were 
added, bottom-left corner and right half, they required 
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the alteration of the checkerboard pattern above the red 
cross area. The mid-value green in the checkerboard pattern 
was replaced by a red-orange that related to the other red-
orange areas in the painting. 
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In the upper left-hand corner, the mid-value green 
area was repainted with a bluish-green color. Thus relating 
that area with the blue and green areas within the painting. 
The remaining heavy black line that existed in 
Figure 8 was almost totally eliminated leaving the color 
areas juxtapositioned to each other for greater visual 
intensity. At this point in the painting process, it was 
felt that the painting was completed. 
CHAPTER IV 
CRITICAL ANALYSIS 
In art, the primary instrument of knowing is the 
experience itself, for which only the work itself is 
the vehicle of communication without the intermediary 
of words (6:138). 
Every painting has, in varying degrees, accomplished 
the purpose for which it was intended: the externalization 
of feelings through symbols. These symbols are derived 
from the interaction, between the innate limitation of the 
individual and the environment. 
The plastic elements and their created relationships: 
symbols, are the result of feelings that are derived through 
the interaction with the environment. These symbols are the 
conveyers of meaning to the perceiver. It is difficult, if 
not impossible, to determine if these symbols in a painting 
convey a semblance of feeling to the perceiver. If there is 
a semblance of feeling in the perceiver, then there will 
result an empathetic understanding of the painting. 
When a sensation takes place within us, we can 
never be quite certain that is is exactly the same 
as the sensation felt by another person (5:146). 
The only way for the artist to approach the critical 
analysis of his paintings is for him to be concerned with 
the actual physical object: a painting and the elements 
and relationships that comprise the painting. But even 
this concern with the analysis of a painting as a physical 
object is difficult to accomplish even in particular 
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reference to a specific painting because the words that are 
used to describe and analyze the painting are general while 
a painting is composed of relative, specific elements and 
their relationships. 
The critical analysis of each painting is separated 
into four or five divisions: composition, faults, color, 
line, and positive and negative areas. While the word 
composition encompasses the other divisions, it was felt 
that it was more important to explain the main visual 
structures (implied movement, implied line and spatial 
tension), that are dependent upon the relationships of these 
elements. The other divisions such as faults, color, line, 
and positive and negative areas are all parts that create 
the composition, but they are separated so they could be 
analyzed separately from their relationships for greater 
clarity. 
Composition 
FIGURE 1 
(Size : 28" x 27" ) 
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The basic structural element is a V- shape , with one 
side of the V beginning in the upper left- hand corner going 
directionally down to the bottom middle edge of the painting, 
up from the bottom middle edge to the black- bar forms in 
the upper right- hand corner. The directional movement of 
the V- shape is counteracted by the brownish-orange bar form 
in the right- hand corner . This bar form intersects the 
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implied right side of the v-shape and through implied 
movement intersects the left side of the v-shape. The 
implied directional movement created by the bar form stops 
at the directionally static purple cross. Through spatial 
tension, the eye is brought downward to the brown and light 
blue form that continues the directional movement to the 
bottom of the canvas. Once the vision of the observer is 
near the bottom of the canvas, it is brought towards the 
higher intensity blue of the apex of the v-shape and on up 
the right side of the V-shape to repeat the visual process, 
or to explore the subtler implied movements within the 
painting. 
The composition is balanced asymmetrically, with the 
heavy dark value green area on the right half of the painting 
opposed by the dark value blue area on the left half of the 
painting. 
Faults 
The greatest fault of this painting is the confused 
areas in the middle portion of the painting. Even though 
these areas serve the purpose of intersecting the directional 
movement of the v-shape and containing it, the areas within 
the middle portion are static, especially the yellow-ochre 
area and the two greenish-blue areas. These areas add very 
little; in fact, they detract from the over-all horizontal 
movement. 
Color 
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The color maintains its unity through the use of 
analogous color relationships: green to blue, blue to 
lavender, and blue-green to blue, along with different 
values of these colors. The orange and red areas are used 
as accents to the analogous color areas. The highest and 
the lowest values are also used to create contrast and thus 
accent specific areas. 
The line in this painting is closer to form; it is 
used structurally rather than as a subordinate element for 
defining and emphasizing areas. 
Positive and Negative Areas 
The dark green area and the black bar-like area on 
the right side of the painting are positive. The lower 
value blue area on the left side of the painting is 
negative because of the higher value over-lapping areas. 
The higher value blue area in the upper half of the painting 
is also a negative area because of the activity and contrast 
that is created by the black bar-like areas. 
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FIGURE 2 
(Size: 27 1/4" x 36") 
Composition 
The composition is based upon three basic diagonal 
movements : (1) beginning from the upper-left corner across 
to the right upper middle; (2) across to the left lower 
middle; (3) down the middle to the bottom edge of the 
painting. 
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counteracting these diagonal movements are three 
horizontal areas of varying intensity: (1) at the bottom 
of the painting, a thin green horizontal area; (2) above 
the thin green area, a blue horizontal area; (3) above the 
blue area, a lower value blue area. Also counteracting the 
three basic diagonal movements are three pink and lavender 
areas that intersect the directional movement of these 
diagonals with counter-directional movements. 
Faults 
The pink area to the right of the middle of the 
painting is an awkward area because of the separating black 
lines at the left edge of the area. The pink area, the 
cross-like area (opposite left), and the lavender area 
(above and between), are too similar in color and size. The 
spatial interval between these areas is lacking in variance 
and thus is uninteresting. 
Color 
The colors are relatively close value. The color 
unity is maintained by the juxtapositioning of analogous 
color areas a green, blue, and purple. The energy or 
activity is achieved through value contrast of the dark 
brown and black against the middle value areas. 
The line is mainly used as linear accents to the 
forms. 
Positive and Negative Areas 
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The low value brown becomes positive due to its 
relative size relationship to the higher value blue back-
ground. But the blue background can also be seen as positive 
due to the broken edges of the brown areas, especially in 
the lower half of the painting, and because its value is 
higher than the brown areas. 
FIGURE 3 
(Size: 38 1/4" x 23 1/4") 
Composition 
The composition is based upon a series of interde-
pendent rectangular areas of varying sizes. The largest 
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of these areas is an implied rectangular blue-green area 
located in the middle of the canvas; to its right is a dark 
rectangular area. In the upper-left corner there is a thin 
red rectangular area; to its right is a black rectangle; 
below it there is a lower value red rectangular area; and 
finally below the lower value red rectangle, a white rec-
tangular area. These rectangular areas are interdependent, 
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because one side of a rectangular area defines the adjacent 
side of the other rectangular area. 
Near the center of the left side of the painting is 
a blue cross-like area that is directionally a static area. 
This blue cross-like area stops the eye from going toward 
the bottom of the canvas. To its right there is a fairly 
high value whitish-blue area that pulls the eye to the 
right. The directional movement to the right is continued 
by the intense red horizontal area; from this red area, the 
implied directional movement and color-value similarity join 
the two red areas through spatial tension. The red linear 
area below the white cross-like area directionally leads the 
eye toward the bottom of the canvas. Once the vision is at 
the bottom of the canvas, it can either follow the directional 
movement to the right or up the red linear area to the 
white cross-like area and across to the white square area. 
The eye is led by spatial tensions established between these 
areas to the beginning of the previous visual process. Or 
the eye can go from the middle of the bottom edge towards 
the left to the red rectangle. From the red rectangle, the 
path of vision is led through spatial tension that is 
established between the red rectangle and the white rectan-
gular area in the lower left-hand corner of the painting. 
From the white rectangular area the eye follows up the left 
edge of the painting to the blue cross-like area. 
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The asymmetrical spatial balance of the painting is 
maintained by the placement of high-value whitish-blue areas 
on the extreme left half of the painting that are opposed by 
the larger dark area on the right half of the painting. 
·Between these two value extremes is the middle portion that 
is composed of middle value areas and therefore relatively 
neutral in activity, except for a few areas of color accent. 
Color 
The color unity is mainly based upon analogous color 
relationships: blue, green, blue-green and yellow-green. 
These analogous colors are middle value and are the dominant 
value area of the painting. The red and red-orange areas 
act as complements to the analogous areas. The extreme dark 
and light areas add the needed contrast to the close value 
colored areas; they, also, maintain the spatial balance of 
the painting. 
The line is used as a structural element in the 
painting. 
Positive and Negative Areas 
The large black area on the right side of the painting 
and the black area near the upper left corner of the painting 
are definitely negative areas. The middle value blue-green 
area is pos i tive , but negative in relation to the higher 
value white areas and the more intense red- orange areas . 
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FIGURE 4 
(Size : 36 " x 23 J/4") 
Composition 
The unity of this painting is esta blished by similar , 
relatively static areas . The activity of the painting is 
carried on by the colors and values of th e se static areas . 
The checkerboard areas are slightly distorted, sugg esting a 
feeling of being pushed out, pushed in and stretched, thus 
adding greater compositional interest. 
Faults 
Even though there is a feeling of unity that holds 
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the painting together, there is also a feeling of awkwardness 
in the shape and placement of the areas. This awkwardness is 
mainly due to the inability to resolve a painting within the 
given shape of the canvas. 
The achromatic areas have a tendency to separate from 
the rest of the painting, especially the two smaller achroma-
tic areas in the left half of the painting. The achromatic 
area on the right half of the painting is contained by the 
overlapping of the colored areas. However, without these 
achromatic areas the rest of the painting would be dull and 
uninteresting. They are a necessary part of the painting, 
because they add the needed contrast to the limited value 
range of the colors. 
Color 
Two sets of complementary colors juxtaposed are the 
main color areas: red-green and blue-orange. To help 
unify the complementary color areas, analogous color areas 
are placed adjacent to their similar color side creating 
greater unity within the painting. 
Color 
Two sets of complementary colors juxtaposed are the 
main color areas: red-green and blue-orange. To help 
unify the complementary color areas, analogous color areas 
are placed adjacent to their similar color side creating 
greater unity within the painting. 
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Along with the complementary color sets and analogous 
colors there are achromatic value areas juxtapositioned to 
each other: black next to the higher value greenish-white. 
These are juxtapositioned to the color areas for contrast. 
Line 
Line as used in drawing is absent. There is only 
implied line: line that is established by the meeting of 
two opposing color or value areas. 
Positive and Negative Areas 
This painting contains no positive nor negative areas. 
It is ambivalent: simultaneously positive and negative. 
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FIGURE 5 
(Size: )2" x JO 1/2") 
Composition 
The dominant structural element is a large cross - like 
area that is composed of analog ous blues and greens . The 
location of the cross - like area is equal distance from the 
left and right - hand sides of the canvas . Its vertical axis 
divides the canvas into two equal halves . 
The left side of the painting contains an implied 
square area: beginning with a red and low value blue 
striped area in the upper left-hand corner. 
direction of this striped area is horizontal. 
The over-all 
This hori-
zontal area leads the eye, by implied directional movement, 
across the intense blue area on its right. To an area 
similar in its alternate colored striped pattern, but 
differing in its colors: red is replaced by a bro~mish­
green. From the low value blue and brownish-green striped 
pattern in the upper middle of the painting, the eye is 
led to the bottom of the canvas by implied line. The 
implied line is established by the juxtapositioning of the 
red-violet area and the checkerboard pattern of blue and red 
that is directionally static. 
Faults 
While the painting maintains its unity of color and 
movement, a few of the area and color relationships are 
awkward. The dark bluish-gray area in the mid-right half of 
the painting. The purpose of the dark greenish-gray color 
was to add contrast and weight to the left side of the blue 
cross-like area, so that it would balance with the strong 
right side of the painting. But the addition of green tends 
to isolate the area in comparison to its surrounding, related, 
bluish colors. 
Color 
The basic colors are intense blue and red. Most of 
the other color areas are different values of these two 
colors. The color unity of the painting is maintained by 
large areas of red-violet: a mixture of red and blue that 
is analogous with both and thus acts as an intermediary 
between the red and blue areas. 
Black lines are used to accent areas. The implied 
lines (line created by the meeting of two color areas) add 
linear movements within the painting. 
Positive and Negative Areas 
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The painting, generally, is ambivalent: the red-
violet areas are both positive and negative in relation to 
the blue areas. The same is true of the blue areas in 
relation to the red-violet areas. This ambivalence is due 
to the higher value, advancing red-violet; what alters this 
is the intense red cross-like area that is located within 
the center of the canvas and near the center of the intense 
blue area. The red cross-like area seems to pull the blue 
area farther forward in relation to the red-violet areas. 
But the red-violet areas are of greater size than the red 
cross-like area, so the result is a visual shifting from 
the red-violet positive areas to the negative blue areas. 
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FIGURE 6 
(Size: 21 J/4 " x 18 1/4 11 ) 
Composition 
This painting is structurally composed of rectangular 
areas that are over - lapped by other areas . The main rectan-
gular areas are: (1) a horizontal red rectangular area that 
is adjacent to the bottom edge of the painting; (2) above 
and t o the left of the red rectangular area there is a red-
orange rectangular area ; (J) a white rectangular area that 
is adjacent to the top edge of the painting ; (4) to the 
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right a large area composed of similar value analogous colors 
that are seen as a large rectangular area. This analogous 
grouping, also, occurs on the left side of the painting. 
These rectangular areas are held together through 
color and value similarity and by their interdependence of 
area: the one side of a rectangular area is the defining 
element of the other rectangular area's side. The rectangu-
lar areas depend upon each other to define themselves. 
\mere the two contrasting areas meet there is established an 
implied line that has directional movement. The implied 
lines and their directional movement of the small vertical 
red area located on the right side of the white rectangular 
area lead the eye down and across the darker value blue-
green area and on to the red area that is divided by green 
lines into a checkerboard pattern. The vertical green lines 
that are dominant over the horizontal lines of the checker-
board pattern directionally lead the eye to the strong white 
area near the bottom of the painting. From this white area 
the eye is directionally led to the left edge of the painting. 
In following the previous visual pattern the eye has des-
cribed a larger implied rectangular area that helps in the 
unification of the painting. 
Faults 
It could be said that the pure white areas advance 
too far forward in relation to the rest of the painting. 
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But I feel that without these white areas the painting would 
lack the contrast that these areas give to the painting. The 
elimination of the white areas would also lessen the unify-
ing spatial tension that is created between them. 
Color 
The dominant colors, in size, are analogous: blue, 
green, blue-green, purple, and their related (relatively 
neutral) values. The color strength is achieved by the 
juxtapositioning of blue-green areas with red-orange areas 
that intensify each other. These colors are further inten-
sified by the lower value neutral areas near the complemen-
tary colors. 
Line as itself and as a definition to areas is used 
in this painting. The relationship of linear bar-like 
patterns: upper left-hand corner, bottom left, lower middle, 
and right side, also, have a unifying effect upon the paint-
ing because of their similarity. The implied line is anot:l:Er:' 
unifying element in the painting. 
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Negative and Positive Areas 
This painting contains definite positive and nega-
tive areas. The blue, green, purple and their neutral 
values are negative. While the red, red-orange and the 
white areas are positive. Within these positive areas there 
are ambivalent areas: blue-green juxtaposed against the 
red-orange area; the blue cross-like area juxtaposed against 
the white rectangular area. 
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FIGURE 7 
( Si ze : 28 1/ 2 11 x 2 7 11 ) 
Composition 
The composition is based upon rectangular areas that 
are over-lapped by patterned areas. Tne basic rectangular 
areas are separated a little below the middle of the canvas 
by a checkerboard pattern. The checkerboard pattern is dis-
torted so that some parts of the pattern are seen as two-
dimensi onal pattern . While other parts of the pattern are 
seen as if at an angle to the two - dimensional parts. Then 
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there are parts of the pattern that are seen as if they 
were part of a checkerboard pattern that has been pulled and 
elongated. 
The lower half of the painting is basically a red 
rectangle upon which a blue rectangle has been superimposed. 
The upper half of the painting is very similar in concep-
tion to the lower half of the painting, except for size of 
areas. A gray rectangle is superimposed upon a black rec-
tangle. 
As the rectangular areas in the painting are rather 
limited in directional movement, except for their movement 
towards the sides of the painting, a diagonal area is 
added in the upper half of the painting. This diagonal area 
is added, partially, to counteract the directional movement 
of the rectangle, but also to br~ak-up the large gray area. 
The bluish-green and orange striped areas within the dia-
gonal area are counteracting the diagonal area of which they 
are a part: movement, counter-movement, and minor counter-
movement. These stripes are carried on across the checker-
board pattern, minus the blue-green, to the lower half of 
the painting. In the place of the blue-green is an off-
whi te that relates with the other white areas in the lower 
half of the painting, while still relating (by direction, 
size and color) with the bluish-green and orange stripes in 
the upper half of the painting. 
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The black and white bar-like checlcerboard pattern in 
the lower mid-part of the painting helps to counteract and 
balance the large, combined striped areas; it, also, coun-
teracts the implied diagonal line: created by the juxtapo-
sitioned white and orange striped area with the dark blue 
area. And, it structurally anchors the patterned areas to 
the bottom of the painting. 
The horizontal area that is composed of blue and 
white bar-like areas (adjacent to the upper edge of the 
painting) add contrast that is necessary due to the large 
dark area. It tends to create a spatial tension between 
itself and the checkerboard pattern near the middle of the 
painting. This relates the upper half of the painting to 
the rest of the painting. 
Faults 
The artist did not find any compositional faults, 
except for a fault in technique. This painting depends a 
great deal upon crisp, sharp edges. The artist feels that 
he should have masked the ::i;:a.tterned areas for straighter 
and sharper edges. This would create a more consistent 
directional movement of the striped areas. But the masking 
of areas was impossible because nothing was preconceived. 
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Color 
The painting is based upon four colors: red, blue, 
orange, and blue-green. The complementary color combination 
of orange and blue-green is placed in the large gray area. 
The purpose of this placement was to intensify the comple-
mentary colors through contrast with the neutral gray area. 
It also brought the upper half of the painting farther 
forward. 
The two primary colors of red and blue are the main 
color areas of the lower half of the painting. The red and 
blue areas are related to the orange and blue-green striped 
areas in the upper half of the painting through their rela-
tive color difference. 
The achromatic patterned areas give contrast to the 
similar value of the colored areas. They, also, spatially 
relate the upper half of the painting to the lower half of 
the painting. 
Positive and, Negative Areas 
Generally, the gray, black, and blue areas are seen 
as negative. But when looking at the upper half of the 
painting the gray area can be seen as positive or negative 
in relation to the blue-green and orange areas. This 
ambivalence is due to the almost equal directional movements 
of the gray and the colored areas. 
In the lower half of the painting the blue tends to 
read as negative (except for the blue area nearest the 
middle checkerboard pattern) . The reason that the blue is 
negative is due to the over- lapping of the striped area 
and the checkerboard area that tend to push the blue area 
back . 
FIGURE 8A 
This is a photograph of a painting that I had pre -
viously thought was finished, However , the middle yellow 
area and its adjacent blue checkerboard pattern are clumsy 
in their shapes and edge relationships. The high value 
yellow areas toward the bottom of the painting are lacking 
55 
56 
in consistency with the rest of the painting. They are 
stark, flat, and lacking in transition with their surround-
ing areas. 
Except for the previous faults, this stage of the 
painting seems to be more successful, in certain respects, 
than the final r.ainting. It has more of a consistent 
positive and negative area relationship; the negative yellow 
areas are as painterly as the positive areas, Both the 
negative and the positive areas are fresh in execution and 
are not over-worked. 
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FIGURE 8 
(Size: 34 3/4" x 39 1/4") 
Composition 
The basic structure of this painting is rectangular. 
The main rectangular area begins near the upper left corner 
with a bluish- green line that leads the eye to the right 
side of the blue ladder-like area. From the blue ladder-
like area the eye is led directionally down towards the 
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bottom of the canvas. The bottom edge and the left edge 
of the canvas are the defining elements of the other sides 
of the rectangular area. Within this main rectangular area 
there are four rectangular areas of almost equal size: 
(1) upper left a rectangle composed of predominately blue 
and yellow; (2) to its right a rectangular area of orange-
brown; (3) below it another rectangle composed mostly of 
yellow; (4) and to its left a rectangle composed of dark 
brown with accents of blue and yellow. These four rectan-
gular areas are arranged in an alternate positive and 
negative relationship that is similar to a checkerboard 
pattern. As the two positive rectangles and the two nega-
tive rectangles are diagonally located across from each 
other, they set up counteracting diagonal movements that 
cancel each other. This leaves a balanced implied X that 
is static in directional movement. 
On the right side of the main rectangle there is a 
long vertical rectangle that is sub-divided into three 
equal rectangles: (1) the blue ladder-like area; (2) an 
area composed of vertical stripes; (3) and below it an 
orange-brown area that is defined by black lines. Counter-
acting this vertical rectangle composed of three equal 
rectangular areas there is a horizontal rectangular area of 
orange-brown adjacent to the upper edge of the painting. 
At the bottom of the vertical rectangle the higher value 
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yellow counteracts through spatial tension the directional 
movement of the vertical rectangle. This yellow area is 
the highest value near the lower right corner of the paint-
ing and thus pulls the eye toward the left. 
The blue ladder-like area in the upper right-hand 
corner spatially balances this part of the painting with the 
lower left-hand corner. Its ability to balance is due to 
its complementary colors that are juxtapositioned to each 
other creating a more intense visual area that is within an 
area of low visual activity. The nearness of the blue 
ladder-like area to the corner of the painting helps as a 
factor in creating the balance. 
The over-all directional movement of the blue ladder-
like area stops the eye from going off the upper edge of the 
canvas. The two sides of the blue ladder-like area are 
turned slightly in toward each other suggesting an eventual 
merging. This implied merging of the sides leads the eye 
directionally toward the bottom of the canvas. The hori-
zontal bars of the ladder-like area stop the eye from going 
off the upper edge of the painting. These horizontal bars, 
also, help to relate this corner of the painting With the 
other similar bar-like areas that are incorporated within the 
rest of the painting. 
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Faults 
The orange-brown area near the middle of the painting 
has a feeling of being separated from its surroundings. 
This feeling of separation is mainly due to the treatment 
of the edges that are too well defined; where the edges meet 
there should have been some intermediary transition. 
Color 
This painting maintains its color unity through 
analogous color relationships: brown, orange-brown, orange, 
yellow, yellow-green and various values of these colors. 
The blue is also analogous with the yellow-green but its 
main use is to create contrast. The blue is juxtaposed 
against the orange-brown creating a complementary color 
reaction. 
It is difficult to distinguish line from area. The 
areas are composed of brush strokes of different colors 
that separately read as lines. But, in viewing the total 
painting, the lines group together into composite areas. 
Negative and Positive Areas 
Due to the absence of activity within the dominant, 
in size, orange-brown areas, these areas are seen as nega-
tive areas. The blue, yellow, and dark brown areas are 
positive in comparison to the orange - brown areas , because 
of their linear activity and their value difference . 
FIGURE 9 
(Size: 35 3/4" x 28 3/4 11 ) 
Composition 
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The composition is based upon interrelated rectangu-
lar areas . The main rectangular area begins in the upper 
right side of the painting with a thin blue area that is 
located between the red and the dark green areas . This thin 
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blue area directionally leads the eye down and across the 
mid-point of red and blue to the thin orange area of equal 
width. The orange area continues the directional movement 
downward to the bottom of the canvas. The bottom edge, the 
left edge, and the top edge of the canvas define the other 
sides of the rectangle. 
The second rectangular area is contained within the 
main rectangle. It begins with a blue area at the middle 
of the top edge of the canvas. The blue area directionally 
leads the eye downward, until it reaches the center of the 
canvas. From the center of the canvas the eye is led left 
along the implied line that is established by the meeting 
of the blue-green area and the orange area. The eye con-
tinues left along the implied line until it is stopped by 
the left edge of the painting. 
The third rectangle is located within the second 
rectangle. It begins at the left edge of the red and blue 
checkerboard pattern and continues downward, through implied 
line, along the left edge of the red cross-like area to the 
mid-point of the left side of the painting. From the mid-
point of the left side on across to the mid-point of the 
left edge of the canvas, the vision's leftward movement 
follows the same implied movement as that of the second 
rectangle. 
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More obvious than the above mentioned rectangular 
areas is the division of the canvas into four vertical rec-
tangular areas: (1) on the right edge a dark green vertical 
area; (2) to its left a red-orange vertical area; (3) to its 
left another predominately red-orange vertical area that 
begins with a red and blue checkerboard pattern; (4) the 
left edge with a blue-green area down to a red-orange area 
that is located in the bottom left corner of the painting. 
Besides the above mentioned rectangular areas there 
is an implied division of the painting into four equal rec-
tangular areas. Beginning at the mid-point of the right 
side with a rectangular area that is composed of red and 
blue converging striped areas. These stripes converge to 
the left thus implying that the movement is directionally 
across the middle of the canvas dividing it horizontally 
into two equal halves. The second implied movement divides 
the two halves of the painting into fourths. It begins on 
the upper edge of the canvas at mid-point with the blue area 
located between the checkerboard pattern and the red area to 
its right side. This blue area directionally leads the eye 
down until it is blocked, temporarily, by the orange area. 
Then the eye is led across the orange area to the blue area 
that is opposite it and on down to the mid-point of the 
bottom edge of the painting. 
64 
Color 
This painting is based upon two colors: blue and 
orange; one the complement of the other. Within this basic 
complementary color combination are subtle variations in 
which the blue becomes almost a green and the orange almost 
a red. Green and red, also, being complementary colors. 
Most of the colors are intense: the orange is as intense 
as that specific orange contained within the tube of oil 
paint; the blue is not as intense as when it came from the 
tube, because its relative value (in comparison to the 
orange) is much lower. In order to get the most intense 
complementary color combination, it was necessary to raise 
the value of the blue (by the addition of white) until the 
blue's value was comparable to the value of orange. When 
this was done the painting related through value similarity. 
The darker value areas and black lines were used to add 
contrast to the close value similarity of the colors. 
Along with black linear accents, most of the line is 
implied line. The implied lines separate and emphasize one 
area from another area. 
Positive and Negative Areas 
This painting is mostly ambivalent: the blue areas in 
the middle of the painting are of a slightly higher value than 
65 
the surrounding orange areas. The purpose of this higher 
value blue was to counteract the advancing large areas of 
orange. The isolation of the blue within the large area of 
orange assists the blue area to read as positive. 
Due to the dominance of area in the painting and the 
advancing nature, the orange areas are seen as positive. 
While both the low value green area on the right side and 
the blue-green area on the upper left-hand corner of the 
painting are negative because of their relative lower 
value. 
Composition 
FIGURE 10 
(Size: 35" x 23 3/4") 
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It is hard to write about the composition of this 
painting, because I feel that the painting is not com-
posed. Its "unity" is achieved through juxtapositioned 
disunity; the positive areas of blues, black, greens, and 
browns are placed against the ultimate of unity: the flat 
red-orange areas. The flat red-orange defines and contains 
the positive areas through color and value contrast. 
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The "unity" within the positive area is achieved 
through consistent disunity of line, color and value. While 
the colors are analogous in the positive areas, there is 
little value consistency. High value areas are juxtaposed 
to low value areas; this contrast between areas fragment 
the positive areas into separate value areas. 
Color 
The painting is based upon a complementary color 
combination: blue-green and red-orange. These complemen-
tary colors are denied their fullest potentiality, because 
of their separation by neutral and dark color areas result-
ing in limited color relationships. A number of colored 
areas are muddy, being neither neutral nor relative to the 
color areas surrounding them. 
Line is used to define color areas. In this paint-
ing the painted line and the implied line are ineffective 
as unifying elements. While they do define specific areas, 
there actual definition of areas separate one relationship 
from another relationship with no over-all unifying ability. 
Positive and Negative Areas 
The red areas due to their lack of interest are 
negative. The blues and greens are positive because of their 
contrasts of value that creates interest within their 
related areas. 
FIGURE 11 
(Size: 29 3/4" x 23 1/2") 
Composition 
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The painting is divided into three vertical rectangu-
lar areas: (1) on the left side of the painting a blue and 
red checkerboard area; (2) in the middle of the painting a 
lavender and blue checkerboard area; (3) and an orange-brown 
and orange area on the right side of the painting. 
Counteracting these vertical rectangular areas there is a 
horizontal area that begins on the right as a part of one 
of the vertical rectangles, The eye is brought horizontally 
across the painting through color transition (from orange-
brown to red), implied line (established by value and color 
contrast of the juxtaposed blue and lavender checkerboard 
area with the red area), and by spatial tension (of the 
intense red that is located in an area of low value blue 
near the left edge of the painting), This horizontal move-
ment intersects the vertical movement of the rectangular 
areas creating an almost static composition. The vertical 
and horizontal movement is repeated in the relationship of 
areas in the checkerboard pattern that reinforces the main 
structure of the painting, while offering a visual change of 
pace. 
On this statically balanced format there are other 
areas that are diagonal in movement. The purpose of these 
areas is to create a contrast to the static format in move-
ment. These diagonal areas need little or no counteraction; 
as none of these areas are strong enough in directional 
movement to unbalance the strong vertical and horizontal 
format. 
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Faults 
While the painting maintains its stability and unity, 
the checkerboard patterned areas could be inter-related 
better with their surrounding areas, possibly through color 
and value transition. 
The structure of the checkerboard patterned areas 
could not be altered very much, because they maintain their 
own inter-relationships. If these inter-relationships were 
altered, too much, the patterned area would lose its struc-
tural existence. 
Color 
The unity is maintained by the relationship of anal-
ogous colors: blue, lavender, green; orange, orange-brown 
and red. The similarity of color value is the main unifying 
factor in the painting. 
Line as a defining element of areas and as an accent 
to areas is used in this painting. Minor use of implied 
line is also included within the painting. 
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FIGURE 12 
(Size: JO 1/4" x JJ 1/4") 
Composition 
The painting maintains its compositional balance by 
an implied square area: a static area without any dominant 
directional movement, near the middle of the canvas. The 
sides of the implied square are defined by: (1) a heavy 
black line that begins near the upper left corner and goes 
across the upper edge of the two white areas, to a lavender 
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area near the right side of the painting; (2) from the 
lavender area the eye is led downward along the inner edges 
of the red area to the white area and finally to the red 
area in the lower right-hand corner; (3) from the red area 
in the lower right-hand corner of the painting, the eye is 
led across the bottom of the paint~ng by the spatial tension 
established between the two similar, negative, V-shaped 
areas and on across to the dark vertical area near the left-
hand corner; (4) the directional movement of this dark area 
leads the eye up the left side of the painting to the white 
area above it and back to the heavy black line that is the 
beginning of the implied square. 
Faults 
While the upper half of the painting is successfully 
inter-related and has a fresh and spontaneous feeling, the 
lower half of the painting is over-worked: the brush-
strokes in the blue-green area are indecisive, creating a 
confused area. The color areas along the bottom edge of 
the painting are lacking in interest and are dull. 
Color 
The color is, basically, a split complementary color 
combination: red-orange and blue-green. Red being the 
complement of green, and blue being the complement of orange. 
The value range is relatively wide from low value black to 
mid-value orange and blue to high value whitish-blue. 
The vitality of this painting is dependent upon the 
strong black lines that add contrast and emphasis to the 
color areas. The lines structurally hold the painting 
together. 
Positive and Negative Areas 
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The painting has definite positive and negative areas. 
The lower value blue-green area and the bluish-white area in 
the upper right-hand corner of the painting are negative. 
These areas are negative due to their lack of activity. 
They are flat. 
The positive areas are established by the brush-
strokes that create contrast to the flat negative areas. 
The contrast creates an active positive area. The heavy 
black lines that su,rround the positive areas assist in inten-
sifying the contrast between the positive and negative areas. 
FlGUllE lJA 
Tnls i s a photograph of a pnln•in~ the a r t i st nad 
?rcv1oual:; thought 1\D.,s complete. In corta.in re::pecta 1 t 
seems more s uccessi'ul than t he ~1nished painting: . 
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t,hile the lnrge yellow e.roa al.on;; t h e l eft side of 
the pair.ting stn;.cturally holds the left nalf of the J>"1nt-
1ne t oge t her, be tter thr;.n in l"igur e 1) , 1 t lac~s any 
relat1ono.'11p to the r1;;/'lt half of the )>Qlntinc; . '!he few 
othe r ycllo11 areas that nre on the right ha l f of the Faint-
1ng are not. enough t o spatially relate to t tl.e larp;o j:ello.,, 
a r ea . '11'.ey read as !solslte<i spots of yell.oK. 
'i'his stca.ae of t no ps.1nt 1rtf~ is morQ 1nt erec t. l ng ths.n 
the final r esult1 Figure lJ, because or the greater value 
range and color varioty . 
composit ion 
l'IGUR.i: l) 
(S1ze, ~6" x ).$ 1/2") 
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'!he pn1nt1nr; lo basod upon an 1opl1eu triangu1'1.r a rea 
that is composed of sc1all rod. a.rao.s. i~t the m1d-:r1~t of t;l'l.e 
upper edge of the painting the tr1a.r.gular area begins with 
a re la ti vely lar5e arsA of 1·ed. This red area cont.1nucs 
do'1?l to the mid-right or the bottom edge of the painting. 
At the bottom a red and purple hor1zontal area (cropped from 
this photogro.pi'>) dlroctlonally lends the eye to the isolated 
red rectangular area near the left-hand corner of the 
painting. From the left-hand corner the eye is led by 
implied directional movement and color-value similarity up 
to the beginning of the triangular area. 
The green area on the right side of the painting 
runs parallel with one side of the implied red triangular 
area. This lower intensity green area is, basically, a 
vertical rectangular area that anchors the red areas to 
the right side of the painting. 
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The darker value blue area that is located in the 
mid-left of the upper edge of the painting is an implied 
rectangular area. This area directionally counteracts the 
implied diagonal movement of the adjacent side of the tri-
angular area. It also anchors the red and green color areas 
so that they are not floating in the light blue area of the 
left half of the painting. The light blue L-shaped area 
directionally intersects a little above the apex of the 
triangular area; this diminishes the directional movement 
that is implied by the apex of the triangular red area. 
Unity in the painting is maintained by implied rela-
tionships: the red areas on the right side of the painting 
are very close in color and value to the smaller red areas 
on the left side of the painting. This similarity of color 
intensity and value creates an implied two-dimensional 
spatial pull, between the color areas and creates a feeling 
of unity within the painting. 'Ihe implied spatial pull, 
also, occurs between the green areas on the left with the 
dominant green area on the right side of the painting. 
Faults 
The left half of the painting is structurally weak 
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in comparison to the right half of the painting. 'Ihe 
structural weakness is, partially, due to the light blue 
color that tends to separate the red and green areas from 
the rest of the painting. Random use of line within the red 
and green areas tend to dominate over the areas and further 
weaken the structure of the left half of the painting. 
Color 
'Ihe value range is shallow and without any great 
contrast. 'Ihe basic use of color is complementary: green 
and red that is altered with other colors. But it still 
maintains the basic set of complementary colors. 
Lines are used to define and emphasize areas. '!he 
lines that exist as themselves are related structurally to 
their adjacent color areas, 
Instead of being a unifying element, the lines on 
the left half of the painting exist as themselves without 
relating to the structure of the color areas. '!his is 
especially true of the red lines near the left middle of 
the painting. These red lines are awkward in their color 
relationships and forced in their disposition of brush-
strokes. 
Positive and Negative Areas 
The painting has no over-all dominant positive and 
negative areas. The right half of the painting that is 
predominately red and green is ambivalent. The red area 
tends to be positive, because of its advancing nature and 
intensity, while the green area that is less intense but 
higher in value exerts itself. The dominant green in area 
on the right side of the painting inter-penetrates the red 
area. The smaller areas of green that penetrates the red 
area are visually associated as part of the large green 
area on the right side of the painting and are seen as 
positive areas. 
78 
The left half of the painting, generally, reads as 
positive and negative areas. The blue areas are the 
negative areas and the red and green areas are the positive. 
Although the blue areas are higher in value than the red 
and green areas, they are lacking in contrast (variance) 
within their areas and thus are visually seen as flat 
single color negative areas. The red and green positive 
areas are lower in value, but more intense in color. As 
red and green are complementary colors, they create an 
active visual area that is seen as a positive area. 
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CHAPTER V 
CONCLUSIONS 
The paintings are externalized self-harmony. They 
are the prime importance of this thesis and are composed of 
plastic elements: line, form, and color, and the relation-
ships of these elements. The relationships of the plastic 
elements: symbols, are determined by the non-physical self-
harmony of the artist that is established by the interaction 
between the innate limitation of the artist and the environ-
ment with its contrived limitations. 
As the self-harmony of the artist is dependent upon 
the freedom of interaction, contrived limitations are its 
enemy for they are blocks to the interaction with and the 
understanding of the environment. 
The purpose of the paintings is to create an inter-
action with the perceiver's own self-harmony. The inter-
action between the painting and the perceiver's self-harmony 
widens the perceiver's self-harmony by adding new experi-
ences of feelings. The ultimate aim of this interaction is 
to create a semblance of feelings that will result in a 
degree of understanding. "If you want to see, see directly 
into it; but when you try to think about it, it is altogether 
missed (12:132)." 
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